By metaphorically pretending that machines are our friends, we can see what they 'see, ' and think what they 'think' . . . We do get a payoff for that effort. We achieve creative results that we would not have gotten without that robot disguise. (Sterling 2012) This chapter explores the discursive potential of 'seeing like digital devices' from a media-archaeological perspective and argues that we need to go beyond, below and around the visible for a comprehensive understanding of the media-theoretical implications that come along with this metaphor. In so doing, it explains in the first section the reasons for taking the position of the 'hypothetical blind', not in the conventional negative sense, as done by René Descartes or Denis Diderot in the 18th century and criticized by Georgina Kleege, a visually impaired scholar working at the Department of English at the University of California Berkeley (2005), but in the hopefully more accurate meaning of appreciating the non-visual and including the alternatives of the auditory and tactile senses into a more comprehensive approach to understand the implications of the 'New Aesthetic'. As a consequence thereof, it might be beneficial to cultivate signal processing (Sterne and Rodgers 2011) and combine this approach with the notion that all media -the visual included -are mixed media (Mitchell 2010, 399) . Furthermore, I propose to adopt some of the terminology used by Gilbert Simondon in his philosophy of communication (Simondon 2010) . The New Aesthetic is mostly stored, transmitted and processed in media assemblages by phases of event-critical temporalization of time-varying signals. This chapter argues that such signals should be analysed not solely by the eyes, but additionally by the ears, the hands and the whole body. In the sections to come, it will flesh out this argument with relevant historical contexts concentrating on different situations in the last 150 years. It will describe circumstances of machinic aesthetics in which the auditory sense was more prevalent than the visual. It does so in order to claim that the visible aspects of the New Aesthetic are only surface phenomena, and underneath is a full world of signal processing. The last section will consequently conclude by proposing alternatives for a multimodal, or at least bimodal, approach to understanding the principles implied in 'seeing like digital devices'.
Non-visual aesthetics
Humans perceive processes actuated in their environments as time-based sequences of sensory stimulation in their brains. Sympathizers of the New Aesthetic dressed with a 'robot disguise' must be aware of their nested counterfeit. 'Seeing like digital devices' as an epistemological black box is both referring to the process of seeing itself and hinting at analogical descriptions comparing machines, devices or media with human bodies. The position of a reconfigured 'hypothetical blind' does not attempt to emphasize the lack of sight in the case of visually impaired persons, but takes their specific neurological condition (Sadato et al. 1996) into account. This might be a provocative, but hopefully non-discriminatory, metaphorical construction to cultivate methods of rhythmanalysis (Lefebvre 2004, 22) , that dares to flirt with iconoclasm. William J. T. Mitchell underlines the importance of 'the hardware and software of seeing ' in There Are No Visual Media (2010, 403) with an implicit reference to Friedrich Kittler's famous text There Is No Software (1997, (147) (148) (149) (150) (151) (152) (153) (154) (155) , and emphasizes that studying and analysing visual culture is about refusing to take vision for granted and insisting on 'problematizing, theorizing, critiquing, and historicizing the visual process as such ' (Mitchell 2010, Ibid.) . Thinking along the lines of Mitchell probably directs the scholar to some of the basic moments of visual perception in human wetware.
1 This would imply the necessity to consider electrophysiological signals in the human body and brain as a possible field of theoretical and critical enquiry. The focus on non-visual aesthetics revealing such signals with the help of media technology is a theoretical trajectory extrapolated from Wolfgang Ernst's consideration that the crucial moments of media archaeology are those 'when media themselves, not
